The article discusses the early period (1928)(1929)(1930)(1931)(1932) depersonalization of art and promotion of collective forms of production; importance of independent art and the need for overcoming (through negation and destruction) the bourgeois market institutional model of art. The conclusion is made that the system of artists' cooperatives served as a platform for testing the principles of political economy of Soviet art and that many of these principles are consistent with manifests of avant-garde movements in the 1920s (production art and literature of fact). In later periods, this platform was used to establish the economic institutional model of socialist realism (planned art production, mass production of copies, system for distribution of commissions, censorship, and so on).
Introduction
The phenomenon of avant-garde engendered ample body of research literature. It comprises studies carried out within various academic paradigms and schools, however, one could not say that there are no established conventional conceptions of avant-garde. One of such conventional approaches interprets avant-garde as an aesthetic breakthrough and radical renovation of art practices. For example, S.O. KhanMagomedov characterized avant-garde non-decorative movements in architecture as a 'formal-stylistic revolution', referring to the almost three decades in the development of the Soviet architectural avant-garde ( [10] , 216-220). Although E.A. Bobrinskaya pointed out that avant-garde movements in the first quarter of the twentieth century had a somewhat 'collage-like', 'fragmented' and 'disparate' quality and thus eluded generalization, she still identified certain trends in Russian avant-garde (blurred stylistic distinctions, conceptual eclecticism, its revolutionary character, and so on) ([1],
15-65).
Undoubtedly, avant-garde always seeks to construct the future. In this project, visual arts are an integral element, which seeks to institutionalize a novel model of production. In other words, avant-garde redefines such key concepts as an artist and his or her social status; creative work and its forms; art work; and production of art. Avantgarde criticizes the system of art institutions and provides a new understanding of art and its role.
Therefore, talking about avant-garde trends in the Soviet artistic culture, it is essential to contextualize their 'framework' and basic characteristics within the social history of visual art in the period between 1928 and 1932. Although some studies of Russian avant-garde highlight the fact that by 1923 the 'love affair' between the prerevolutionary avant-garde movements and the Soviet government had been over, there is sufficient evidence supporting the claim that 1923 could rightfully be called the 'year of avant-garde' ( [20] , 552-556) while the events of the first five-year plan marked the period of its major breakthrough.
It was this turbulent period that played a pivotal role in the institutional and conceptual transformations of visual arts. The 'life-building' ideas underlying Constructivist architecture and production art were integral elements of the Soviet rhetoric (and sometimes practices) of art life.
Institutional Situation in the Soviet Art Shortly before the 'Major Breakthrough'
The system of visual arts (formal and informal practices and institutions in the world of artistic culture) in the Russian Empire prior to the 1917 Revolution combined the academic model and the art market. Censorship and patronage relationships with the imperial family and the elite constituted an integral part of the Russian 'art world'.
Among other characteristics of this world was a special status of art works and exclusion of certain social groups from art consumption. The institutional rebellion of the Russian avant-garde was directed against these practices and norms that regulated the life of artists.
In the 1920s, in the USSR, the academic model was all but destroyed while art market relationships faced significant restrictions. Let us describe the social background for visual arts in the USSR in 1927 and 1928, shortly before the 'major breakthrough'.
This was a period of heated ideological and professional debates between diverse and numerous artistic groups, which competed for material and symbolical resources.
Between 1928 and the early 1930s, however, People's Commissariat for Internal Affairs (Narkomat Vnutrennikh Del) used a re-registration procedure to conduct a purge of public organizations and closed many of them [8] . If we focus on the specific historical context of the 1920s in which Soviet avant-garde developed, we shall need to consider its socio-political and economic programme and pragmatics rather than its aesthetic manifestations. As Hans Günther has put it, in the Soviet period, the aesthetic aspect of texts and the pragmatic aspects of avantgarde work developed asymmetrically and the growing pragmatization deformed and eventually devoured avant-garde aesthetics [7] .
The organizational and economic aspects of avant-garde, which were particularly important for its contemporaries, prompt us to consider the events between the 1920s and 1930s. In this period, in A.V. Krusanov's words, 'being "on the front line" of art meant being revolutionary, addressing the most urgent issues of the day and helping the political avant-garde meet their priority tasks'. Socially effective and politicized art was created as official and loyal to the state. In fact, this entailed 'usage of the previously made discoveries for providing social and political services commissioned by the state' ( [13] , 36-37).
Starting from 1927, the structure of art institutions underwent intensive transforma- 
Cooperatives of Artists as Places of Art Production
In European and Russian art systems, formats that allowed artists to realize their dreams of professional solidarity and collective creation started to evolve as early as the second half of the nineteenth century. These formats stood as the antithesis to individualism of the competitive bourgeois art market. Modernist movements of the early twentieth century were driven by this idea, making it central to their manifestos [23] . Participation in the work of groups, cooperatives, and teams became an integral part of artists' everyday life. This consolidation of artists was caused not only by ideological or aesthetic motives but also by the demands of art market and industry [19] .
Group 'Verbovka' ('Recruitment') can serve as a good example of a union between avant-garde aesthetics and team organization. Within this group, even before the 1917
Revolution, Alexandra Exter's sketches were used for embroidery by craftswomen.
After the revolution, for a short period, there existed such an original form of organization as state-funded art communes. All the works created by artists in these communes were considered to be communal property on the grounds that 'the commune met artists. Thus, the cooperative provided a platform for self-expression for independent authors, copyists and former peasants and workers who wanted to try their hand at art.
Apart from that, 'Vsekokhudozhnik' introduced new methods of brigade work in order to meet the 'growing need for collective work and collective workshops' and other types of teamwork in art ( [11] , 334).
The cooperative system used such mechanisms of employment as mass business trips of art workers to industrial construction sites. Art workers were also involved in the mass industrial production of household goods, mass-market and original art production ( [24] , 769-791).
Fast expansion of the cooperative shows that artists had accepted the new rules of the game: according to different estimates, in 1930, this system included from 1,000 to 
Pyrrhic Victory
The criticism ruthlessly mounted by the avant-gardists between 1928 and 1932 against former institutions ([2], 31) created a particular situation.
In the USSR, a number of factors, including avant-garde craving for the new world of art, led to the formation of a new model of political economy. It was not, however, as Evgeny Dobrenko argued, the Soviet system of socialist realism as a representational mechanism for producing Socialist images ( [4] , 135). It was real art production based on state commissions, planned production, distribution and promotion of visual art works.
The All-Russian cooperative 'Vsekokhudozhnik' became a testing ground for implementation of many avant-garde ideas about re-structuring of the art world. Initially, this cooperative limited itself only to situation-specific goals but later it transformed into a systemic mechanism, which determined the functioning of Soviet art from the 1930s to the 1980s. Through 'Vsekokhudozhnik' art spread to the extra-aesthetic spheres of life (which was exactly what avant-garde strove for) [5] . 'Collectivization'
and 'rationalization' of art and the struggle with the 'individualistic and priestly'
psychology of an author led to dramatic transformations in the institutional system of Soviet art [12] .
Left art prevailed temporarily during the reconstruction period but it was a 'Pyrrhic victory'. Ideas of Constructivist and production art were included into the official rhetoric of the first five-year plan but when put into practice, these ideas failed to deliver on the promises implied in the avant-garde design of art institutions.
